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摘要：文章简要描述了格拉纳达的阿尔罕布拉宫








的改造（16 和 17 世纪），以及托雷斯 · 巴尔瓦
斯（20 世纪 20 年代）等人所做的修复。这个房
间之所以叫作理发室，是因为在阿尔罕布拉宫获





Abstract: This article gives a brief description of 
the history of the successive functional transfor-
mations undergone by the Alhambra in Granada, 
before analysing some of the most notable episodes 
of the restoration of the monument in the 19th and 
20th centuries. The authors present some of their 
ideas regarding the restoration and retrofitting 
for administrative use of the Barbería or room 
adjoining the Mexuar, an important space within 
the Nasrid palaces, bearing in mind that this was the 
original entrance to the 14th century complex, and 
had undergone multiple transformations over the 
centuries. including interventions of Nasrid kings 
Ismail I (early 14th century) and Mohammed V 
(end of 14th century), conversions by the Christian 
kings (16th and 17th centuries) and restorations by 
Torres Balbas (1920s), among others. This space 
was named the Barbería (the barber shop), because 
it was used as such during the 17th and 18th centu-
ries, before the Alhambra acquired the category of 
monument. These reflections of this article can be 
applied to any multistratified historic building. 
Keywords: Alhambra; history of the complex; Bar-
bería at Nasrid palaces; Restoration and Conservation
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1—图 2），主要包括建于 9 世纪的阿卡萨巴











































































厅顶上有孔特雷拉斯族人加建的两座小塔，以及后面的科马列斯塔，可以看到 20 世纪 30 年代托雷斯 · 巴尔瓦斯将原有木屋顶替换为钢横梁和水泥屋面板做的平屋顶时加入的钢筋混
凝土圈梁
The fortified palace complex of the Alhambra of Granada, showing the Islamic Nasrid palaces from different phases (14th-15th) and the Christian Palacio de Carlos V, built from 
1527 on (Photo: Vegas & Mileto)
Lay-out of the Islamic Nasrid palaces, showing the Barberia room restored by the authors (Map modified by Vegas & Mileto)
The Patio de los Arrayanes with the Sala de la Barca crowned by two small towers added by the Contreras and the Torre de Comares at the back, showing the perimeter rings 
in reinforced concrete inserted by Torres Balbás while replacing the existing wooden roof by a flat roof with metal beams and concrete slab in the 1930s (Photo: Vegas & 
Mileto)

















（Gottfried Semper，1803—1879） 一 同 研
究古希腊建筑色彩的英国建筑师欧文 · 琼斯
（Owen Jones，1809—1874）和法国建筑师













路易斯 · H · 沙利文（1856—1924）和弗兰
克 · 劳埃德 · 赖特（1867—1959）。
1.2 宫堡最早的修复活动：孔特雷拉斯家族


























































贝 拉 斯 克 斯 · 博 斯 科（Ricardo Velázquez 
Bosco）受命就此事起草一份报告，并且开
始呼吁更少风格化、更加科学化的修缮。









会（Special Commission for the Conserva-
tion of the Alhambra）。马里亚诺 · 孔特雷
拉斯与委员会的标准之间分歧过大，导致
孔特雷拉斯于 1907 年辞去职务，委员会遂
命政府建筑师莫德斯托 · 森多亚 · 布斯克特











森多亚于 1923 年 2 月 9 日辞职。
1.3 莱奥波尔多 · 托雷斯 · 巴尔瓦斯在阿尔
罕布拉宫的活动
1923 年 3 月 20 日，莱奥波尔多 · 托雷
斯 · 巴 尔 瓦 斯（Leopoldo Torres Balbás， 
1888—1960）被任命为阿尔罕布拉宫保护
建筑师 [11]。在其任期内和他多年后撰写的













































建筑师弗朗西斯科 · 普列托 · 莫雷诺
（Francisco Prieto Moreno）随即填补了这
个职位的空缺，并在其相当漫长的任期上，
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图中是东廊亭，19 世纪 60 年代拉斐尔 · 孔特雷拉斯曾经毁掉原有的阿拉伯风格藤蔓饰带，改变屋顶以使内部的伊斯兰穹顶在室外可见。做此决定显然是参考了历史资料的结果，而藤
蔓饰带中间已有的基督教国王徽识，大概表明该饰带是基督教王国时期制作的摩尔式样，而非伊斯兰时期原物
帕塔尔建筑（图片来源：米莱托和维加斯拍摄）
20 世纪 20 年代托雷斯 · 巴尔瓦斯曾经修缮其屋顶与楼板，将门廊复原，重新敞开拱门，制作拱上菱形网格装饰的抽象仿制品
修缮后的伊斯兰石膏装饰的细部（图片来源：同图 6）
依据格式塔原理，用以抽象方式布置孔洞的石膏碎片补全丢失的菱形网格状伊斯兰石膏装饰的细部展示，这样做既还原了历史建筑的整体风貌，又未复制古饰，为其所役
The Patio de los Leones, showing the west pavilion, with a frieze of arabesques and a shallow hipped roof that cover an Islamic timber dome visible from the portico (Photo: 
Vegas & Mileto)
The Patio de los Leones, showing the east pavilion, once Rafael Contreras had demolished the existing frieze of arabesques and changed the roof to make the internal Islamic 
dome emerge at the exterior in the 1860s. The decision was apparently taken upon historic sources and the existing emblem of the Christian kings in the middle of the frieze of 
arabesques that supposedly showed this to be made in Moorish style during the Christian kingdom not being Islamic original (Old coloured post card, owned by Vegas & Mileto)
The Partal building, once Torres Balbas had repaired the roof and the floors and restored the portico re-opening the arches and reproducing an abstract imitation of the sebka 
decoration over them in the 1920s (Photo: Vegas & Mileto)
Detail of the completion of the missing Islamic plasterwork called sebka with fragments of gypsum with holes placed in an abstract way according to the principles of Gestalt 
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The Patio de Machuca restored by Torres Balbas in the 1920s, repairing the existing north gallery and avoiding rebuilding the missing south gallery to preserve the authenticity 
of the historic document. Instead, he configurated the west wall and the south gallery using vegetal screens evoking the former disappeared elements (Photo: Vegas & Mileto)
The Patio de los Leones, showing the east pavilion, once Torres Balbas had replaced the exterior coloured tiled dome by a very pointed hipped roof over the existing internal 
timber dome, seeking what he believed to be the original solution (Photo: Vegas & Mileto)
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The east elevation of the Barberia room before and 
after the intervention on the surfaces (Vegas & 
Mileto)
Sections showing the east and west elevations 
of the rehabilitation project of the Barberia room 
(Vegas & Mileto)
The upper f loor of  the Barber ia room, once 
restored, conserving the existing upper floor, 
walls and carpentry and adding new technical 
instal lat ions, t imber intermediate f loors and 
sta i rways,  select ing not v isual ly aggressive 
materials within a contemporary grammar (Photo: 
Vegas & Mileto)
Glazed window of  the Barber ia  room, once 
restored, inserted in the existing gap between an 












图 14 图 15




































History and successive transformations of the 
Alhambra
The Alhambra de Granada is an Andalusi 
fortified palace complex (figs.1, 2) mainly con-
sisting of an Alcazaba or citadel (9th. c), Nasrid 
palaces from different phases (14th-15th c.) which 
include the famous Patio de los Arrayanes (fig.3) 
and Patio de los Leones (fig.4) (Gámiz Gordo 
2001). After the Christian conquest in 1492, newer 
buildings like the Palacio de Carlos V were built 
and a series of functional modifications carried 
out on the complex in the centuries that followed. 
However, the history of the transformations of the 
complex of the Alhambra is almost as old as the 
complex itself (Mileto & Vegas 2007). In fact its 
design was not pre-established and completely de-
fined but was rather the result of the successive 
interventions of different monarchs who gradually 
expanded and transformed the palace complex.
There is a clear dichotomy between Islam-
ic architecture and Christian architecture in the 
design of the complex. The walls and towers of 
the Nasrid complex adapt to the topography of 
the hill they stand on, silently, intermittently 
and organically integrating into it, mostly using 
traditional building techniques such as rammed 
earth and simple materials including earth, wood 
and gypsum. This architecture did not require 
much space or precious materials to ensure its 
splendour. However, later architecture added in 
Christian times -especially the Palacio de Carlos 
V- followed highly diverse composition and con-
struction parameters without detracting from its 
beauty. This large Late Renaissance palace built 
in ashlar with different types of stone, including 
some exotic ones is a single unit, a true manifes-
to attempting to impose its presence in its imme-
diate context,. The contrast between both these 
types of architecture was clear.
In fact, the addition to the complex of the 
Palacio de Carlos V, designed by Pedro Machu-
ca in 1527 inevitably represents a drastic action 
in relation to the Moorish complex and to this 
day on the number and size of the constructions 
demolished to make way for this palace is still 
questioned. Stairs directly connected the new 
Palacio de Carlos V to the already existing Patio 
de los Arrayanes.
The Alhambra later underwent multiple in-
terventions to adapt its functions (Muñoz Cosme 
1991), such as the addition of the rooms of 
Carlos V in the Nasrid Palaces (1527); adding a 
storey to the Mexuar (1537); renovating gypsum 
mouldings and shoring up the pavilions of the 
Patio de los Leones (1541-1553); transforming 
the Sala de los Reyes into a Christian chapel 
(1576); different maintenance interventions 
(1618-1624); embellishing and adding new 
motifs for the visit of Felipe IV (1624); turning 
the Mexuar into a Christian chapel (1630). In 
1590 the explosion of a gunpowder mill at the 
foot of the Alhambra caused serious damage to 
the palaces, giving rise to structural consolida-
tion work in some parts of the complex, includ-
ing the Torre de Comares and the Patio de los 
Leones in the second half of the 17th century.
The 18th century was a relatively quiet 
time in the complex of the Alhambra due to de-
clining interest and funds. This abandonment 
was progressive in the second half of the 18th 
century, as can be seen from the sale of several 
original pieces of gypsum work, an unsuitable 
use of spaces (the Patio de los Arrayanes was 
used as a laundry and its pavilions as taverns) 
and the dramatic decline documented in succes-
sive examination of several parts of the monu-
mental complex, and in the Patio de los Leones 
and Torre de Comares in particular. However, 
this period coincided with a growing interest in 
Moorish remains, and in antiquities in general, 
which would lead to the interest in restoration 
witnessed in the century that followed. In the 
second half of the 18th century architects and 
architecture students documented the Alhambra 
and its architectural details in drawings.
In the first decades of the 19th century the 
Romantic travellers visiting the Alhambra de-
picted the Orientalist atmosphere visible in the 
complex. Many Romantic travellers and artists 
admired the decaying splendour of the court-
yards of the Alhambra, while many others -most 
notably Washington Irving during his 1829 visit- 
spoke of the poor conditions of the complex. 
Among these it is worth noting British 
architect Owen Jones (1809-1874) and French 
architect Jules Goury (1834) who had worked 
with Gottfried Semper (1803-1879) research-
ing colour in ancient Greek architecture. Their 
intended six-month stay in Granada in 1834 for 
the purposes of study, drawing and interpretation 
was interrupted by the death of Jules Goury. His 
drawings were completed by Owen Jones and 
published in a volume [1840] (2008). He was 
later able to apply the same chromatic principles 
which he had discovered in the Alhambra, with 
its balanced use of basic colours such as blue, 
red and green, to the interior decoration of the 
Paxton Pavilion during the Universal Exhibition 
in London in 1851 and its later reconstruction 
in Sydenham [1854] (Jones 2005). Owen Jones 
also created a concept of conventionalisation 
based on what he had learned in the Alhambra on 
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the geometric depiction of nature [1856] (Jones 
2001), which was used as an example for the 
decoration of many later generations of archi-
tects, including Louis H. Sullivan (1856-1924) 
and Frank Lloyd Wright (1867-1959).
The first restorations of the monument: the 
Contreras family 
The arrival of architect José Contreras to 
the Alhambra in 1828, asked to consolidate, 
repair and secure the monument, marked the 
start of a period of restoration within the com-
plex. The Contreras family played a major role 
in this period as for almost eighty years they 
were the architects for the complex: José (1828-
1847), then his son Rafael (1847-1888) and fi-
nally his grandson Mariano (1888-1907).
Little is known of the restorations carried 
out by José Contreras as his interventions in sev-
eral parts of the monument were not systematic. 
The aim of these interventions was apparently 
to liberate the palace from the modern additions 
which disfigured it, replacing them with decora-
tive motifs indistinguishable from the originals, 
thus returning the complex to its past splendour.
In 1847, when Queen Isabel II was being 
presented with a gypsum model of the Sala de las 
Dos Hermanas, the position of adornist restorer 
was created and filled by Rafael Contreras, who 
had been working in the Alhambra alongside his 
father José for years. This appointment marked 
the start of one of the most active periods in 
restoration in the Alhambra (Contreras 1878). 
Rafael, a skilled craftsman, studied the tech-
nique and composition of Arabic composition in 
depth and recovered traditional techniques for 
producing gypsum and honeycomb work. This 
technique of reproducing decorative elements 
was used throughout the complex, replacing the 
original decorations with identical pieces which 
were difficult to tell apart, further increasing the 
exotic and romantic allure of the Alhambra. At 
the same time, reproductions were manufactured 
in the workshops of Rafael Contreras and sold 
abroad, contributing to the dissemination of the 
decorative arts of the Alhambra and the expan-
sion of Neo-Arab or Alhambrista trends.
The interventions of Rafael Contreras fo-
cused on decoration and reconstruction, com-
mitted to providing the Alhambra with an exotic 
Orientalist and romantic appearance over any 
other objective. However, they greatly contrib-
uted to the revalorisation of the complex liber-
ating it from the menial uses attached to it in 
the previous period. In 1870 the Alhambra was 
declared a National Monument and went on to 
be supervised by the Monument Committee.
In 1851 work began on the Patio de los 
Leones, where the east pavilion was reinforced, 
the foundations were completely redone three 
metres deep for the columns using stone blocks, 
finally making it possible to eliminate the 
wooden shoring (1857). In addition, the hipped 
roof of the east pavilion was then replaced with a 
spherical dome covered with coloured fish-scale 
tiles, based on the theory that this was the origi-
nal historic solution (fig.5)  (Calama & Graciani 
1998).
Mariano Contreras was appointed archi-
tect of the Alhambra in 1888, taking over from 
his uncle Rafael, whose ideas he followed until 
1907. Mariano’s work was limited compared 
to that of his predecessor and was restricted to 
some consolidation tasks. At that time the baths 
and former door of the Alcazaba and the ceme-
tery of the royal palace were discovered. He also 
carried out repairs on the structure of the Sala de 
las Dos Hermanas and on the Convento de San 
Francisco (1889).
On 15 September 1890 a serious fire broke 
out, completely destroying the wooden roof of 
the Sala de la Barca, with work to make the 
necessary repairs beginning immediately after-
wards. Architect Ricardo Velázquez Bosco, Gen-
eral Inspector of Monuments for the Govern-
ment, was sent from Madrid to draw up a report 
and he began to call for a less stylistic and more 
scientific restoration.
Architect Ricardo Velázquez Bosco set 
new guidelines for intervention in the Alhambra, 
focusing more on the authenticity of the archae-
ological document, calling for the need to carry 
out restorations based on reliable data obtained 
from archaeological excavations. Velázquez 
Bosco also clearly criticised some of Contreras’s 
work stating that ‘it is impossible to complete-
ly reconstruct the monument as a whole with-
out a methodical exploration revealing what lies 
below ground, even if part of it can be guessed’ 
(Velázquez Bosco 1903). In addition a Special 
Commission for the Conservation of the Al-
hambra was created in 1905. The disagreements 
regarding criteria between Mariano Contreras 
and the commission were so serious that they 
led to the resignation of Contreras in 1907, with 
the commission appointing municipal architect 
Modesto Cendoya y Busquet as his replacement 
(Álvarez Lopera 1977).
Cendoya’s work was not noted for its ac-
tions but because he studied the complex as a 
fortress, promoting the military image of the 
Alhambra. In fact, his most important actions 
explored this aspect of the monument and led 
him to restore part of the walls and enhance 
the Torre de la Justicia excavating the Alca-
zaba, where houses were found in the parade 
ground. Velázquez Bosco and the commission 
considered that Cendoya’s activities, especially 
his archaeological interventions, put too much 
emphasis on restoration. This conflict worsened 
and eventually led to the resignation of architect 
Cendoya on 9 February 1923. 
The activity of Leopoldo Torres Balbás in the 
Alhambra
On 20 March 1923 Leopoldo Torres Balbás 
(1888-1960) was appointed conservation archi-
tect for the Alhambra (Muñoz Cosme 2005). 
From the start of his tenure Torres Balbás (1918) 
-as well as in articles years after (Torres Balbás 
1924; 1960)- was critical of the work carried out 
by his predecessors who had attempted to ‘return 
the Alhambra to its medieval layout’, clearly a 
reference to the work of the Contreras family and 
Cendoya. In 1923 Leopoldo Torres Balbás found 
the Alhambra in an advanced state of degrada-
tion and in urgent need of conservation and con-
solidation actions. Torres Balbás introduced an 
innovative way to carry out interventions in his-
toric architecture, in keeping with the principles 
of scientific restoration (Dezzi Bardeschi 2000).
The area of the Partal was one of the ones 
identified by Velázquez Bosco as in most urgent 
need of attention given its ruinous condition. At 
that stage the portico was bricked off and divided 
into two floors as it had been used as housing 
during the 19th century. The roof and floors were 
repaired, arches opened up again completely and 
the gypsum decoration of the central arch - the 
only one remaining - was consolidated (fig.6). 
The side arches were reconstructed based on the 
remains found in the constructions and historic 
engravings, completing the missing plasterwork 
with ‘fragments of gypsum with holes which 
from a distance appears to have been placed 
originally’, imitating sebka decoration without 
falsifying the historic document (fig.7). This is 
an application of the principles of Gestalt to an 
architectural intervention which aims to reconsti-
tute the general outlines of the monument with-
out being a slave to copies of past decoration.
The consolidation and repair of the north 
gallery of the Patio de Machuca, in risk of total 
ruin at the time and already planned by Velázquez 
Bosco, were carried out in 1924 and 1925 (Víl-
chez 1988). In order to reconfigure the adjoin-
ing Patio de Machuca, Torres Balbas avoided 
rebuilding the missing south gallery, which had 
been detected in archaeological excavations, by 
reproducing a copy of the north gallery. In con-
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trast, Torres Balbás attempted to preserve the au-
thenticity of the historic document. His interven-
tion for the reconstruction of the courtyard space 
was limited to closing west-facing wall and the 
south gallery using vegetal screens as walls 
(fig.8). This elegantly recomposed the courtyard 
space, respecting the architecture conserved to 
date without reconstructing the lost architecture 
in style.
The most complex work by Torres Balbás 
in this area of the palaces is undoubtedly that 
on the Torre de Comares, where the wooden 
roof was dismantled as its excessive weight was 
thrusting the side walls of the tower and it was 
then replaced with a flat roof with metal beams 
and concrete slab on a perimeter reinforcement 
in concrete, which was then coloured to comple-
ment the rest of the wall visually.
One of the most controversial interventions 
was the dome with coloured tiles introduced by 
Rafael Contreras on the east pavilion of the Patio 
de los Leones (fig.5) which Torres Balbás elim-
inated and replaced -seeking what he believed 
was the original solution- with a very pointed 
hipped roof over the existing internal timber 
dome (fig.9). The controversy prompted by this 
intervention and the start of the Spanish Civil 
War led to his removal as restoration architect 
of the Alhambra.
The position was then filled by architect 
Francisco Prieto Moreno, who was conserva-
tion architect of the Alhambra for a long time, 
following the general lines of the intervention 
philosophy favoured by Leopoldo Torres Balbás 
(Romero 2014). In 1962, Prieto Moreno set 
up part of the Nasrid palaces as a the National 
Museum of Hispano Islamic Art which was dis-
mantled in 1995 and installed in the Palacio de 
Carlos V, thus freeing the Nasrid palaces from 
this function.
Preliminary study and restoration of the Bar-
bería or room adjoining the Mexuar
In this context of multiple transformations 
of the complex of the Alhambra, the authors of 
this text were called to carry out a stratigraphic 
analysis of the evolution and successive trans-
formations of the Barbería or room adjoining the 
Mexuar (fig.10). Studying this area is especial-
ly interesting in the complex of Nasrid palaces 
given its possible connection to the original 
14th-century entrance to these palaces.
After this constructive stratigraphic study 
of the Barbería or room adjoining the Mexuar 
revealed some of the key historic points of its 
structure, the restoration of the room was pro-
posed as a possible compromise between pre-
serving the most important remains and the 
functional adaptation of the space for offices of 
the Patronato. To do this, several possibilities for 
intervention were considered, with the following 
advantages and disadvantages (Mileto & Vegas 
2004):
Homologation and new configuration
The main aim of homogenisation is to se-
lectively eliminate the complexity of stratified 
space, therefore concealing or destroying data 
and materials for the purposes of aesthetics, 
function or distribution. 
Selective restoration
In this case the selection criteria for the 
stratification to be conserved in order to recover 
the form or typology in each specific situation 
can lead to different types of intervention:
a) Recovery of a predominant configu-
ration or a configuration considered a priority 
based on formal, historic or typological criteria, 
thus eliminating subsequent additions, recover-
ing a specific image or typology even at the ex-
pense of losing material data.
b) Selective removal of a configuration for 
the recovery of another. This has the advantage of 
the occasionally allowing the recovery of valua-
ble historical data and the disadvantage of losing 
another configuration of historical-documentary 
value and the possibility of eventual future inter-
pretations of the building stratification.
c) Insertion of fragments within a new con-
figuration or museumisation where only a few 
fragments of the stratification are selected for 
conservation following a critical assessment with 
didactic, exhibition or compositional aims to the 
detriment of the historic context eliminated.
Full conservation
Those in favour of the full conservation of 
the material form of the stratified building see 
this option as the only possible intervention for 
the conservation and interpretation of data. The 
advantages of this option are the full conserva-
tion of the material data and the guarantee of 
possible future readings. The most obvious dis-
advantage is the risk of an indiscriminate con-
servation of all traces, from the most revealing 
to the banal scars resulting from a more recent 
conventional constructive routine. An erroneous 
interpretation of the criteria and intentions of 
the option for full conservation can result in two 
types of interventions:
a) The display of the artistic aspects of 
patchwork, which takes advantage of the varied 
and fragmented stratification as an aesthetic 
pretext. The main disadvantages are the risk of 
fetishizing the stratification with the conceptu-
al treatment of the elements and the temptation 
to strip down all walls, simply trying to find a 
background considered suggestive for contem-
porary architecture.
b) Didactic ostentation in an intervention 
which mainly aims to explain the interpretation 
of the stratification. Its main disadvantage is that 
the stratification may be halted in a given hy-
pothesis that leaves no space for other possible 
future interventions, that is to say, a palimpsest 
is mummified, representing frozen knowledge.
The conservation of the stratified architecture
The authors hold that it is difficult to fully 
embrace any of the options described above. 
However, they all include isolated aspects that 
can be of use in drawing up new alternative 
projects (Mileto 2006). In the opinion of the 
authors, the conservation of architectural layers 
does not stop at the conservation of the material 
data, but rather requires the designer to equal-
ly focus attention on the components of the 
communication and experience of architecture. 
Therefore, the conservation of the architectural 
stratification depends on three elements that are 
different but not exclusive:
Firstly, the conservation of material data 
(building materials and techniques) and the pos-
sibility of future analysis. Simply guaranteeing 
the permanence of elements would freeze the 
stratification in a current interpretation. Po-
tential future readings should be guaranteed in 
order to truly preserve stratification. This aspect 
of conservation is attained by conserving frag-
ments, as well as outlines and lines of contact 
between them, so that they can be interpreted. 
Conscious of these needs, architects design an 
intervention that can be incorporated without 
eliminating data, therefore making it yet another 
phase of the stratification (Doglioni 2008).
Secondly, the conservation of the stratified 
nature of architecture, which is heterogeneous 
(elements in different materials, textures, col-
ours, techniques, etc.), fragmented (inconclusive 
elements which refer back to a missing unit), and 
temporalised (where the current configuration 
refer to the passing of time). In order to preserve 
the character of a building these three features of 
stratified architecture must be conserved.
Thirdly, the conservation of the experi-
ence of the individual enjoying it rather than 
the architectural stratification. This experience 
is about the perception of the material nature 
(colours, textures, shapes, etc.), the experience 
of taste as related to the complexity of the space 
and its readability, and of tangible knowledge 
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linked to the emotional experience of history, the 
passing of time and memory. These three aspects 
should be conserved in order to conserve the ex-
perience of architectural stratification.
All these expectations for conservation 
(of materials, nature and experience) have to be 
balanced with the demands of permanence (ma-
terial, structural, etc.) and habitability (function 
and decoration). The restoration and functional 
adaptation as offices for the Patronato of the 
complex stratified space of the Barbería tested 
an approach which tried to reach a compromise 
between built history and the functional needs of 
the future space.
Preliminary specific observations
In order to carry out the project a series of 
specific initial observations were made regard-
ing the restoration of this room. These factors 
added to the different specific factors of the 
stratification to be taken into account in the 
plans.
Firstly, the plans made the distinction be-
tween the surfaces originally designed as ren-
dered walls and those correctly bonded as bare 
brick. Secondly, the areas where degradation 
was advanced enough to require a consolidation 
intervention were studied, as were those still in a 
good state of conservation and preserving some 
adornment. Thirdly, thought was given to the un-
deniable influence of a perceptive factor based 
on the different proportions between the surface 
of the wall and eye level. Thus three horizon-
tal bands of influence were identified: lower 
or base, central or surroundings, and upper or 
frieze. As the central band is immediately ob-
served by the human eye special treatment is re-
quired. In addition, as the location of the plinth 
or frieze is not as visible initially their treatment 
can be looser, rougher, and more irregular.
Finally, consideration was given to the dif-
ference between the concepts of area and space. 
The word space denotes the three-dimensional 
organisation of the elements which make up a 
place with connotations relating to geometry 
and volume. In contrast, the concept of area in-
cludes the semantic content of space, which is 
enriched and expanded thanks to the incorpora-
tion of tangible qualities including atmosphere, 
light, colour, material, texture and the patina of 
the walls which make up this setting. The project 
proposal should not be so focused on the recov-
ery of the original space, understood as volume-
try, but on evoking these areas by preserving the 
physical qualities of its walls as much as reason-
ably possible.
Description of the different intervention 
options on the surfaces
Six intervention proposals were drafted or 
the decision-making phase of the project (fig.11). 
These were based on different criteria, and their 
impact on the current situation was studied using 
image treatment computer programs, describing 
the actions planned for individual cases and the 
pros and cons of each option in order to assess 
possible benefits on an individual basis (Mileto 
& Vegas 2003). The interventions have been 
ordered from the most harmless to the existing 
walls, respecting all existing traces (proposal 
1), to that with the most exhaustive treatment 
of these walls, which cancels out these traces in 
order to provide a uniform interior treatment of 
spaces (proposal 6). These options only vary in 
the treatment of the surfaces, while they share 
the same floor plan distribution and identical 
treatment of the existing openings (doors and 
windows), with a functional configuration set up 
beforehand.
The first proposal, ‘conservation and con-
solidation of the current condition’ stated that 
the walls were to be cleaned, treated with trans-
parent consolidating agents (lime water or ethyl 
silicate), and that existing renderings should be 
set. The advantages of this first option are the 
comprehensive conservation of all the data and 
their possible interpretation, as well as ease of 
execution and low cost of the work, while the 
main disadvantage was the excessive fragmen-
tation, difficult interpretation, excessive impor-
tance attached to the construction itself, and the 
indiscriminate conservation of all traces, from 
the rare traces of the constructions of Ismail I, 
to the coarse electricity channels from the 1950s.
For the second option, ‘conservation and 
selective treatment depending on the different 
degrees of degradation’, a translucid lime grout-
ing or glazing was applied to the walls after 
these were cleaned to improve the appearance of 
areas suffering advanced degradation. The ad-
vantages in this case were the good conservation 
of data and the restoration of the decoration to 
the areas with the worst degradation, while the 
disadvantages lay not only in the excessive frag-
menting and difficult interpretations, but also in 
generating new stratigraphic layers of contact, 
and the painstaking execution needed.
The third option, ‘conservation and selec-
tive treatment depending on the architectural 
area’ independently considered the possible indi-
vidual treatment of the four subspaces or future 
rooms of the Barbería, making the distinction 
between historic and spatial fields with transpar-
ent, translucid or opaque treatments, that is to 
say, consolidation, glazing or lime renderings, 
depending on the degradation, decoration and 
need to conserve the most important traces. The 
advantages of this alternative were the selective 
conservation of most important data, conserva-
tion of most of the traditional vibrancy of surfac-
es through texture and patina, and the chance to 
carry out a homogeneous reading of each of the 
four spaces or rooms. This contrasted with the 
disadvantages of the selective concealment of 
data, the persistent yet slight fragmentation and 
once again the need for painstaking execution.
The fourth proposal, ‘conservation and se-
lective treatment depending on the architectural 
vocation of surfaces’, tested the strict applica-
tion a logical process to individual surfaces, that 
is , the execution of rendering only on surfaces 
which had been rendered originally, regardless 
of other historical-constructive considerations. 
The main advantage was the coherence between 
historic and current treatments, while the dis-
advantages of such a stratified place is that it 
generated new edges and added fragmentation, 
which makes it more difficult to be interpreted, 
and this proposal needs a very strict execution.
The fifth alternative, ‘homogenisation of 
surfaces with a translucid treatment’, covered 
all the interior surfaces of the Barbería with a 
continuous lime grout or glaze, regardless of 
any historical-constructive logic or whether they 
were previously bare or rendered. The advantag-
es of this proposal are the conservation of tra-
ditionally vibrant surfaces, uniform spaces and 
simple execution. These contrast with its disad-
vantages, that is, the acritical treatment of edges 
and surfaces, the predominantly uniform atmos-
phere and the almost complete elimination of the 
fragmentation.
The sixth option of the project, ‘homoge-
nisation of surfaces with an opaque rendering’, 
planned a uniform opaque rendering with lime 
throughout the interior space, ignoring all the 
stratigraphic traces and data and materials. Al-
though it had the advantages of uniform space 
and simple execution, the disadvantages would 
have been the complete loss of data and the 
complete elimination of the historic and material 
particularities of the space.
Proposal 3, ‘conservation and selective treat-
ment depending on the architectural area’, was 
considered the most suitable of the options avail-
able, as it offered a fair compromise between the 
expectations for material conservation of traces, 
character and historic experience, and the need 
for permanence (structural, material, etc.) and 
habitability (functionality and decoration) (Mileto 
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2004). This project was developed in detail with 
a strictly controlled estimate, constructive details 
and photoplans of the execution which carefully 
allocated the necessary budget items to each unit 
built (Mileto & Vegas 2010) (fig.12).
The project for the functional adaptation of 
the Barbería: objectives
The aim of this second phase of the restora-
tion project was the inclusion of the future func-
tional programme for the space with the incorpo-
ration of the missing staircase and intermediate 
floor, paving the ground floor and introducing 
the installations for electricity, lighting, tele-
communications and heating. In addition to the 
factors conditioning function, the project aimed 
to limit the stratigraphic impact of the newly 
added elements, avoiding altering the material 
form as much as possible and always choosing 
to add rather than remove, simply seeking to use 
existing elements to support new ones on the 
new contact edges.
Equally, attempts were made to control 
the initial visual impact of the newly added 
elements by selecting materials that were not 
considered visually aggressive (wood, ceramic, 
matte metal …) and a contemporary design for 
the newly added elements that was characteris-
tically simple, linear, light … The aim was to 
use mostly characteristic traditional materials of 
the Alhambra for these additional architectural 
elements applying a contemporary language de-
signed to blend into the room, rather than stand 
out (figs. 13, 14, 15).
The smallness of the space also called for 
a simple uncomplicated design, respectful of 
the historic aura of the walls, and with no tangi-
ble obstacles compromising its freedom. In the 
field of Gestalt this could be seen as a desire to 
become a discrete background for the existing 
historic form, which we believe should be the 
norm in the restoration of historic architecture, 
rather than taking advantage of the built historic 
context as a background against which the form 
of the contemporary architecture added can be 
enhanced.
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